between Grete Steffin and Walter Benjamin. Hanns Eisler's exile was conditioned by his identity as a composer continuously on the road. He changed and adapted, playing the roles of pedagogue, music theatre collaborator, workers' music movement organizer, film composer, and Central European cultural visionary.
This essay puts Eisler's displacement into relief through examination of his Reisesonate, or Journey Sonata, for violin and piano. The three-movement sonata for violin and piano serves as a connective thread to synthesize biographical, material, and stylistic histories. It is also a touch point for portraits of the composer that have their roots in such contrasting modes of evidence as gossip and governmental surveillance files. Eisler's identity as a traveller prompts our hearing and understanding of the piece. Both composer and work travelled together from 1937, the starting date for the composition of the sonata, to 1948, the year Eisler fell victim to McCarthyism and left the United States to avoid deportation. Programmed on his farewell recitals in Los Angeles and New York, the sonata's performance foretold the composer's departure.
Against these historical circumstances, one is tempted to construct the Sonata as a by-product of the composer's biography, as a 'lesser' work that, written for the desk drawer, neither suits the politically engaged oeuvre of Eisler's Weimar years nor the return to Schoenbergian serial aesthetics in the United States. We would not be the first to do so. The sonata has not gained a foothold in the Eisler literature, and, perhaps symptomatically, Ka¤ roly Csipak assesses the work as 'irritatingly harmless'. Why? Because it neither challenges the young violin student with a complete range of violin techniques, nor does it draw in serious listeners by exhausting the twelve-note series upon which each movement is based. 4 Conversely, our reading draws out the work's connective potential and thereby develops Eisler's boisterous and sometimes uneasy movements among musical, literary, and exilic communities. We resist the tendency to uncover the nomadic voice of the exile in the work, a move that would parallel the dominant scholarly assessment of the Hollywood Songbook as a statement on displacement as a cohering, if despondent, state.
5 Instead, we position the Reisesonate in several contextsçits material, performance, stylistic, and political historiesçeach of which challenge the directional simplicity of emigration as the move from home to exile, from nation to nationlessness. 6 Ultimately, the Reisesonate, with travel as its stimulus, trajectory, and historiographical legacy, encourages and organizes a shift in understanding of Eisler mid-century as present rather than absent.
We begin by situating the sonata's compositional genesis against the background of Eisler's travels and then consider some tropes and strategies in Eisler scholarship visa' -vis his places. An assessment of Eisler's travel writings leads us to consider the sonata as a travelogue as we highlight traces of mobility through an analytical reading of the work. We explore how, against the background of travel and mobility, the sonata's components and technical constituents become themselves mobile and destabilize static notions of musical modernism in the process. Beyond this close reading, the sonata's performance history highlights how closely the work connects with Eisler's own mobility as it brackets and pinpoints his migrations. Lastly, we consider further documentary evidence about Eisler's journeys: the surveillance files compiled about him by the British Security Service, only recently made available to scholars.
PLACING THE REISESONATE
In 1937 Hanns Eisler was fervently productive, composing works across the gamut of his musical interests: workers' songs for the popular resistance in Spain, settings of Brecht texts, nine chamber cantatas, the Lenin-Requiem, and two movements of the Deutsche Sinfonie.
7 He also led an itinerant life. When he boarded a train to the Czechoslovak capital in October and began work on the Reisesonate, he was headed to performances of his chamber cantatas conducted by Alois Ha¤ ba. There, Eisler would also marry Louise Jolesch before travelling to the United States, arriving in New York on 21 January 1938, where the American Music League organized a concert of welcome for him at the New School on 27 February. 8 He had begun 1937 in Spain, engaged in the cultural activities of the international brigades fighting Franco. Ad hoc concerts, which the composer conducted, energized solidarity among the resistance, and three songs speak to the specific political context, to writing music in response to immediate personal experiences: 'The March of the 5th Regiment', 'No pasara¤ n', and 'The Song of 7 January'. In the latter Eisler responded, for example, to the death of Albert Mu« ller, a German writer who fell at the front in Madrid.
9 From 27 January, he and Louise had settled in a tourist hotel in Svendborg, where Eisler visited Brecht and immersed himself in composition, travelling once to Paris in March for the performance of a portion of an orchestral suite at the ISCM festival.
10 That spring and summer he was particularly prolific, composing nine chamber cantatas and the LeninRequiem. These pieces, as well as an article ('Einiges u« ber den Fortschritt in der Musik'), reveal that the composer used both music and prose as outlets for preliminary thoughts on the productive potential for approaching musical consonances with the techniques of twelve-note composition. 11 We shall return to this concept as it relates to the violin sonata.
The title of his violin sonata foregrounds the context of Eisler's migration in no uncertain terms. Subtitled Reisesonate, the piece accompanied the composer as he travelled. As Eisler journeyed through Europe in 1937, the year he began composing the Sonata, around the United States from 1938 to 1948, and from Prague to Vienna to Berlin from 1948 to 1950, he packed the manuscript papers with sketches, movement drafts, and notes for performance. The Reisesonate provides musical counterpoint to the composer's chaotic biography, almost like a travel companion, and sheds light on Eisler's relationship to the journeying that defined his life at mid-century. By drawing attention to the composer's mobility through musical inscription, the sonata challenges the simplistic reduction of this period in the composer's life as a linear journey from home to exile resolved by return. Though the precise genesis of the travel sonata nickname remains nebulous, a preponderance of documentary and biographical evidence buttresses the designation's logicçperhaps one reason for the evocative inscription's missing appraisal. A handwritten annotation on the cover page of one manuscript copy reads as clarifying marginalia and provides a first location and timestamp for the work: '[On a journey to Prague in October 1937' (see Pl. 1).
12 And yet, Eisler's actual location remains unclear, as his point of departure is omitted. The open-ended square bracket situates travel as the backdrop for the piece and, quite unwittingly, puts into motion the extensive annotation Eisler's manuscripts for the work will undergo. At the same time, that unclosed bracket takes on poetic significance. In drawing attention to the impetus and omitting the moment of completion, it almost participates in keeping the composition marginal. Without the finality that would cement the sonata's status as a work, the manuscript invites us to think of it as provisional.
The violin sonata is in many ways straightforward, to the extent that it is both concise in length and economic with respect to form and dodecaphonic composition. Nonetheless, the three-movement work was not composed in one sitting, on one journey. Eisler frequently wrote music and prose on trains, ships, and in hotel rooms.
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The note's implicationçthat he wrote the entire piece over the brief journey from Svendborg to Pragueçis untrue.
14 A longer perspective on the Reisesonate's paper trail allows glimpses into the stop-and-start of its compositional genesis. Sketches show Eisler experimenting with various fugue subjects for the third movement and working through alternative piano textures to accompany the first movement's two primary subjects, for example. 15 14 The composer himself, however, perpetuated this myth, convenient as it was. Manfred Grabs relates an anecdote from a violinist who had studied the work with Eisler, in which each movement captured the ethos of an urban environment on the travel docket in 1936^7. He claimed that in the first one heard 'the motorized and pounding rhythms of American cities, in the second Paris, as one sits freezing and sipping soup broth at a bistro early at five in the morning, and in the last the joy upon returning to Prague'. See Manfred Grabs, 'Bemerkungen zu einigen Fragen der Kammermusik', in Manfred Grabs (ed. Eisler's white liesçfew of the works listed here were written in 1946, and much of the composition of the sonata also pre-dates this yearçfurther illustrate that following the Reisesonate as a thread through Eisler's exile sheds light on the composer's ever shifting identity politics. Relics of his savvy professional politics, the fibs shape his sense of success in America.
Edition Peters would ultimately publish (and copyright) the sonata in 1959 in a series that makes available many of the composer's American compositions. 19 Meanwhile the work had not been lying protected and silent in his desk drawer. Eisler cleaned up manuscripts for use by musicians, adding dynamics and expressive markings. In Hollywood, a self-described 'friend and admirer', the violinist and composer Theodore Norman, urged students and colleagues to perform the violin sonata. Norman, active in the promotion of avant-garde e¤ migre¤ s in Los Angeles concert life, reached out to Eisler in a letter: 'Is it possible to have photo-static copies of your violin-sonate [sic] made so that my students can study the work.
[sic] I have also spoken to other violinists and they would also like to have a copy? Perhaps you have plans of publishing the work soon?' 20 Later copies have traces of those performances: fingerings and cues in addition to bowings and phrasing markings. Proofs from the 1950s have the markings Eisler would send as corrections to Edition Peters while preparing the first edition. Scholars have consistently interpreted his development of the Deutsche Sinfonie with a mode of slow, subversive composition for the desk drawer. 21 In contrast, the changes to the sonata reveal Eisler's editorial process more than they do a shifting political perspective or increased psychological turmoil, as is the case with the large-scale musical critique of fascism. Along the wayçjust when or how is impossible to determine because the composer's sketches and fair copies are undatedçhe began adding the sonata's nickname in parentheses beneath the pragmatic primary title. Over time, however, the title of the work remained unfixed.
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Fussing with musical details, Eisler hardly altered the Reisesonate's thrust once he moved to the United States, but the work continued to configure and reflect his changing communities. In Los Angeles, Eisler wrote the names and addresses of two performers on the cover of one copy: Eudice Shapiro, the leader of an RKO film orchestra, and Norman, the first violinist from the Los Angeles Philharmonic (1935^42), who urged his students to learn the sonata. 23 Neither being an e¤ migre¤ themselves, they call into question just how isolated the 'little Weimar' of Hollywood was. The sonata figured prominently in the concerts that the Committee for Justice for Hanns Eisler organized out of solidarity with the composer following the tribunal at the House UnAmerican Activities Committee. They took place in the Coronet Theater in Los Angeles on 14 December 1947 and then in New York City's Town Hall on 28 February 1948. That Eisler imagined that the acclaim from the latterçin particular the extensive press coverageçmight somehow allow his music to act as his proxy emerges in the thank you note he sent to the violinist, Tossy Spivakovsky, for the New York performance. In his letter, Eisler celebrated being back in Europe and explained that with the Reisesonate score sent under separate cover, he had hopes the e¤ migre¤ virtuoso would occasionally play it again. 24 Spivakovsky, himself a Berlin-trained touring e¤ migre¤ , is a key character in the Reisesonate's story to the extent that his performance and participation articulate what might have been anticipated, had the work not been so readily written off as a student exercise by critics. In the live recording of his interpretation at Town Hall we hear virtuosic flair that glistens throughout. 25 In Spivakovsky's hands, warm glissandi pacify moments of militant severity that otherwise resonate with Eisler's workers' song aesthetic, for example in the concluding bars of the first movement. This violinist's Reisesonate embodies the Central European heritage of the work and projects the sonata's substance rather than its pedagogical valence, an aspect that many subsequent performers foreground. Sustained correspondence between Eisler and Spivakovsky kept the sonata transatlantic. 26 The missive from the composer leaves the story of exile travel open-ended on two fronts. Most simply, Eisler keeps in touch, perpetuating the communities of solidarity manifest in the Committee for Justice for Hanns Eisler. They communicated sporadically in this fashion until 1962, when Eisler died in East Berlin. Furthermore, writing on 1 August 1948 from Dobr› | ¤ s› , Czechoslovakia, Eisler is still journeying: he reports that subsequent correspondence should be sent to Vienna, where he will be present for a premiere in one week's time.
FROM EXILE TO MOBILITY
The Reisesonate bookends Eisler's migrations: it accompanies him on the move. That the work's physical documentation also travelled with him is crucial in shifting our understanding of his mobility as contingent and dynamic. In Eisler historiography, the com- poser's homesçfrom Vienna to Berlin to Hollywood to East Berlinçhave long been used as anchors regarding both the composer's biography and his music.
28
Musicologists read the composer's own ideas about engaged music into this periodization, consistently aiming to connect him to his places and fix his status as insider or outsider. Alternatively, Eisler is celebrated as representative of his time, but the synchronic investigation of 'Hanns Eisler der Zeitgenosse' likewise discourages approaches to his music that make diachronic connections. 29 Yet this static approach simplifies the relationship between composer and location, reducing him to a cast of international characters wearing different hats: a naive Eisler in Vienna as a diligent, if critical, Schoenberg student, composing for the circles of the Second Viennese school; an ambitious Eisler in Berlin coaching workers' choirs in performances of his songs; a professionally successful and personally isolated Eisler in New York and Hollywood, composing for films and responding to the circumstances of exile with works for the desk drawer; and finally, a nationalist Eisler, imagining and implementing a socialist music culture in East Berlin. Such blunt demarcations leave the composer's interests one-dimensional, dependent on place. Periodizations invite historians to pick and choose a favourite Eisler for their cause. For example, in left-leaning readings Eisler's Hollywood scores represent a capitulation to economic pressure. 30 On the other hand, the dismissal of the composer's activity throughout his residence in East Berlinçan artistic 'death' that correlates with his endorsement of the GDRçconflates Cold War judgement and music criticism. 31 Predisposed to boundaries rather than fluidities, one might read Eisler himself as partaking in this levelling of his life chronicle. When students at the Humboldt University in East Berlin asked him what he thought of jazz, the composer referred to his years in America as though they had been another life in the past: 'You are aware that I lived in America for about thirteen years through the coincidence of emigration.' 32 Here it is important to hear Eisler's cursory 'coincidence' ('Zufall'), which explains why the composer paints a uniform picture of jazz and life in America through his response. Over the course of the conversation he downplays the American years of his life, in the process taking his own exileçand its resonance with students in East Berlinçfor granted. The reference to serendipity does much to undermine the casual and anecdotal tone, however. Emigration was, of course, anything but a fluke.
Periodizations that rely on Eisler's seemingly stable and rigid places not only highlight the breaks and discontinuities in between them, favouring continuity over 28 change, stability over mobility, and emplacement over displacement. They also obstruct the dynamic energy consistent throughout Eisler's music and paint him as a chameleonlike and strategic code switcher, reworking musical aesthetics to suit political and social pressures. In other words, the attempt to periodize his career actually puts the composer's 'works' at odds with his 'life'. A person of incompatible multiplicities, Eisler becomes a dissonant figure who defies integration into a larger narrative. The Reisesonate is a reflection, expression, and product of the composer's personal journey. Following its trail makes way for an integrated, if unstable, narrative of the transnational politics, the individual initiative, and the circumstances that made Eisler a traveller. Here we take a cue from Manfred Grabs, who hears an echo of the literary in the violin sonata's title and suggests a kinship with Eduard Mo« rike's novella Mozart auf der Reise nach Prag (1855). 33 Interpreting the piece as a form of travel writingça travelogueçemphasizes the composer's mobilities, paving the way for a reconsideration of Eisler's stases.
LOCATING HIMSELF
Of course, Eisler himself was a prolific writer of prose, notoriously provoked by the politics and sounds of his environs. The broad geographical reach and relentless tempo of life on the go beleaguered and inspired Eisler, who came to reflect upon these movements as the defining characteristic of his relationship to the world in the 1930s. Details from his extended conversations with Hans Bunge put his journeys into relief: community. 35 The frequent allusions to travel in interviews, private correspondence, and musical works reflect the dynamic and sometimes tumultuous effect of mobility upon his career and personal life.
Such seemingly descriptive passages may reveal Eisler as a travelling writer, but he was no writer of travel literature: for the most part, it is hard to locate his points of departure in his prose. With important exceptions, such as the above quotation, the composer's collected writings reveal an absence of information grappling with times of transition. Illustrative tableauxçnot unlike the one-dimensional profiles we describe in our gloss of Eisler historiography aboveçserve political and musical arguments, taking the place of travelogue narratives. When engaging in place, Eisler usually mobilizes observations instead of remarking on his own mobility. For example, in his essay 'Musical journey through America', a trip to Detroit becomes an opportunity to critique the automobile industry during the Great Depression. While Eisler does not deny his travels, he rarely admits to being an outsider, and instead writes with the familiarity of an insider and the confidence of a self-described 'news reporter'. 36 
37 Speaking to the International Ladies' Garment Workers' Union in 1937, he gained authority by emphasizing his international experiences:
Of course the United States is a different country from France, England, Germany, Switzerland, Austria before Schuschnigg and Hitler, Germany before Hitler, Czechoslovakia . . . , Denmark, Jugoslavia [sic], and last but not least the Soviet Union. I have lived and worked as a musician in all these countries. Maybe some of my experiences can be useful for you.
38
The tone with which Eisler describes the places he has experienced is rooted in his fundamental attitudes about writing about oneself. He explicitly comments upon the preference for directed critical argumentation and explanation over musing observation and exploration that emerges over the course of his reviews, notes, and manifests. In conversation with Hans Bunge, he lauded Bertolt Brecht's absent first-person singular and his deliberate biographical silence: 'Brecht never ''expressed'' himself ''biographically''; he was a genuine Un-Romantic.' 39 Eisler demanded dialectical writing of himself as well, often writing of the dangers of a prose that is simply descriptive. He appears to have been taken aback by his journal-like writing in 1953: 'I've noticed that I'm keeping a diary. This surprises me', he writes in his diary. 40 In the ensuing 35 Eberhardt Klemm's biographical overview, presented in an appendix to his 1973 monograph, organizes the composer's life almost completely according to his travels, confounding not only Eisler's very real mobility, but providing evidence that Eisler was also understood to be consistently linked with the places he went, while paradoxically presenting him as never rooted. reflections he expresses outrage at the idea of inviting others into the 'abominable' ('abscheuliche') times in which he lives. Ultimately, he tones down his fury and concedes that certain modes of chronicling can aid in the reconstruction of the past: only 'a journal that keeps a distance, that keeps track of facts for the next generations. Of course, this must also contain self-awareness. ' In New York and in Los Angeles, Eisler entertained, always with a glass of wine in hand. The debates, stories, and musical performances of these jocular evenings have their traces in the anecdotes of friends and colleagues who were charmed by Eisler's charisma. The playwright Clifford Odets, for whom the composer wrote incidental music (Night Music, 1940), conflated Eisler's person and persona into one, describing him as a 'stumpy little gazelle who runs all over the landscape, a chamois of surprising nimbleness'. 41 As an arrogant newcomer to the New York theatre scene in 1940, Eisler can enjoy upsetting social convention, in the process making himself known and still 'surprising'. Despite the backhanded compliments he pays this 'egoitching' guest, Odets respected the composer for his experience as a refugee and took note of what he perceived wise counsel in a time of war. 42 Only two weeks after writing Eisler into the landscape of exotic savannahs, he registered:
Hanns . . . made a suggestion, saying, 'Making some money is very important now. Three or four very bad years are ahead of everyone. I am talking as a man who has been many times a refugee, in wars and hard changes. Be not generous for now; be very cool; work not too hard; take care of everything now and keep your papers clean and in order.' 43 Again Odets confers outsider status on Eisler, but with a respect for life's vicissitudes and an ear towards what he might need to learn.
Travel and displacement further proved identity-forming for Eisler among his fellow e¤ migre¤ s. In a 1964 portrait Lion Feuchtwanger wrote of Eisler's musical miscellany and compared its many locales to those of the composer, whom Feuchtwanger had 'met frequently, and in many places: in Paris, in London, in New York, in California'. He elaborated on their camaraderie:
Neither of us is destined to be blown about the globe so vehemently. We're both inclined to a peaceful, contemplative life and love good books, good wine, and good conversation. And calm, consistent work more than rushed, extended, adventuresome travels. It is astonishing how much Hanns Eisler has accomplished despite so much forced mobility [Beweglichkeit] . 44 The novelist and playwright writes of and around Eisler's displacement, a journey on which he is a fellow traveller. The winds of fate play with the two anti-fascist artists, who cultivated allies in the Soviet Union even before 1933, sought refuge and community in Europe, and connected in the 'little Weimar' of southern California during the Second World War and after. Feuchtwanger has nothing good to say about mobility, 41 45 While Downes's observation resounds with our own multilayered listening, the following brief introduction to its world insists that the divergent styles Downes hears also converge across the movements of the piece, providing fleeting moments of synthesis for the listener.
A mere fifteen minutes in duration, this playable piece integrates stylistic juxtaposition with traces of tradition. Where does Eisler take us? His treatment of musical material is by the book: one series generates the main themes for the entire work (Ex. 1). Each movement of the sonata begins with the straightforward introduction of a diatonically inflected dodecaphonic themeçin the first and third movements the prime and in the second the retrograde (Exx. 2^4). Eisler varies the violin^piano texture, which ranges from accompanimental to dialogic, across the three initial row enunciations, but foregrounds the pitch material and makes the series audible in each. All the more noticeable, then, are the tonal tendencies of the row and its transformations. The first three pitches of the prime (Ex. 1) outline a C b major triad, and the major third between pitches 9 (E n ) and 10 (C n ) confers a proximal secondary home on C major. The first two bars of the third movement particularly articulate these tendencies (Ex. 4), ultimately confirmed by the bright and unconcealed C b major chord with which the work concludes. In the first movement, Eisler always uses those opening intervals of the prime to outline a triad and in the opening bars resolves the stepwise motion in the back end of the row by threading the retrograde inversion into the theme through motivic development (Ex. 2). The first cadential gesture rounds out the presentation with a rising perfect fifth and falling minor sixth above a hovering F # minor chord. In the second movement, Eisler teases out the inner tonal workings even more. As the piano imitates the violin's dulcet melody, the strong beats sound thirds and sixths (Ex. 3).
The sonata betrays the strong influence of nineteenth-century Austro-German chamber works for the same instrumentation. The first movement intelligibly projects a sonata form refracted through twelve-note technique. Eisler marks the beginning of the two distinct theme areas (bb. 1^29, bb. 30^58) with a statement of P 0 and situates them as contrasting through characterçone capricious, one poco martiale. A violin cadenza within the metre functions as the development, as musical material from both theme groups percolates. The recapitulation of the two theme groups hinges on an interjection of the violin cadenza, which synthesizes the aforementioned temperaments. The second movement models dialectic synthesis in the interaction between the two performers, who play in rhythmic unison and harmonic imitation in its opening bars. The violin adds commentary to the repetitions of the theme in the piano for the remainder of the movement, projecting an almost chaconne-like character to the labyrinthine melody. Eisler puts the turn towards the attaca last movement in relief with a transposition of the theme (R 3 ) at the midpoint. The frantic tarantellaçpeppered with hemiolasçwith which the work concludes tumbles towards the finish line, but not before a three-part fugue interrupts, squaring the metre and summoning academic composition before the climax: a violin cadenza (bb. 143 ff.).
The traditional interplay between violin and piano is radically unsettled by four violin cadenzas: two in the first and third movements respectively. These virtuosic passages destabilize formal boundaries, celebrating the violinist as soloist rather than chamber music as collaborative enterprise. 46 In contrast to the arioso solo that sets the tone and frames the second movement of Be¤ la Barto¤ k's Violin Sonata, No. 1, Sz. 75 (1921), for example, Eisler's cadenzas rupture form and texture. In the hands of a capable violinist, the cadenzas offer some of the most compelling musical moments in the work. In the last movement, for example, the first cadenza initiates a chain of double-stops from a minor second (D^C # )çthe beginning of the retrogradeçinto the work's signature C b major triad, launching a rubato section that displays the violinist's ability to realize unison double-stops (Ex. 5). The solo moments abound with technique idiomatic to the violin that harks back to Ysay« e's 'obsession' with Bach: leapfilled acrobatics (mvt. 1, bb. 101^4), contrapuntal machinations (mvt. 3, bb. 149^62), and spasmodic dynamics (mvt. 1, bb. 58^62). 47 The cadenzas make a place for the radical in the work, creating tension with the light, occasional texture of the sonata's principal themes that has been the target of critics' scrutiny. The violinist temporarily ushers the work beyond the traditional confines of a sonata, ultimately disrupting decisive classification.
The 'divergence' that Olin Downes hears in the work conjures up references that underscore Eisler's activity between music worlds. The first movement's march (bb. Finally, Eisler's academic fughetta points both backwards to his contrapuntal training and forwards to his imagined musical utopia. In fact, Eisler consistently composed fugues in his chamber music as didactic moments oriented towards an ever more educated workers' audience. His string trio Prelude and Fugue on B-A-C-H, Op. 46 (1934), for example, combines Bach's musical signature with a serial approach, at once aligning itself with the Germanic tradition and positing dodecaphony as its latest development.
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This journey presents the sonata as an eclectic composition by a polyglot composer committed to communication with the seriousness of the Austro-German tradition. Framing traditional forms and heterogeneous styles dialectically imbues this work with a controlled dynamism that bears the imprints of its present. 49 As Sally Bick has shown, dodecaphony's simultaneous dissonance and reason made it, for Eisler, an ideal tool to express anti-fascist sentiment. 50 Eisler spoke of 'modern music' as 'the enemy of fascism'. 51 The strategic move to 'tonalize' the series affords the orthodox serialism of the interwar years specificity and conceptualizes it as the style of a particular place and time. If Eisler invokes his teacher Schoenberg's compositional method, he also evokes an Austro-German musical scene that was fast disappearing as composition of the sonata progressed. Under the circumstances of refuge from Nazi Germany, employing dodecaphony is thus not only a manifesto of a convinced avantgardist; it also bears the early imprints of nostalgia. Eisler's nod to interwar serialism, which is being expelled alongside him, references a place that no longer exists, even as early as 1937, before the annexation of Austria a year later. The precariousness of place in the Reisesonate speaks to the paradox that Peter Franklin interprets in Arnold Schoenberg's presence in Los Angeles, where he was both the 'culminatory figure of the old Western Great Tradition' and the apex of the 'Los Angeles mirror hall of otherness'. 52 And yet, Eisler's strategy to insert elements such as the semblance of tonality and the numerous references to well-rehearsed compositional formal principles elevates the sonata beyond memorialization and nostalgia precisely because it renders his music internationally recognizable. The hybrid eclecticism in internationalizing dodecaphony by dressing it in tonal, consonant clothing turns the sonata from a geographically locatable one into a mobile work. Eisler encourages mobility with specific regard to musical material and compositional technique: a flexible engagement with dodecaphony.
The urge to 'tonalize' dodecaphony is not, of course, the sole domain of migrants, even if it does appear as an aesthetic strategy with some frequency in the works of numerous e¤ migre¤ s such as Istva¤ n Anhalt, Ma¤ tya¤ s Seiber, and indeed Schoenberg. In fact, as Erik Levi has shown, even some Nazi composers, such as the Schoenberg pupils Paul von Klenau and Winfried Zillig, employed tonalized dodecaphony. 53 Conversely, they did so in lengthy and bombastic operas, choosing the least mobile of all musical genres, rather than the e¤ migre¤ s' brief chamber works. Indeed, a fundamental characteristic of the Reisesonate, its very genre, makes it an ideal travel companion. Chamber music, as an intellectual idiom that draws attention to small gestures, targets intimate yet public performance settings and lends itself ideally to contexts of migration. Travel and mobility foster undogmatic, mobile approaches concerning not only individual works, but also the eclectic catalogues of migrant composers. Eisler moved with ease between film and concert musics while in California, continuously engaged in blurring demarcated boundaries between high and low, as his film music project with Adorno exemplifies. 54 The sonata thus not only enacts mobility upon close listening. It also does so in the context of Eisler's oeuvre more widely. In so doing, the work is integral to giving the travelling Eisler some kind of historical agency. As it sounds like chamber music written on the go, it functions as an unwritten travelogue, both in the narrow and in the wider perspective.
PLACES OF PERFORMANCE
Contemporary performances and reviews of the sonata inevitably link the work to Eisler's travels. The New York Times coverage of the valedictory concert offers a window into this American performance framed in the context of the most sensationalized of Eisler's journeys: his voluntary deportation from America back to Europe. During Eisler's time in America, press coverage of the composer in newspapers such as the New York Herald Tribune, the Los Angeles Times, and the New York Times ranged from sympathetic to hostile, but all critics consistently wrote of Eisler with distance, labelling him as a political artist throughout. 55 By the time Eisler was leaving New York, his European heritage loomed large and his absence imminent. Olin Downes mocked Eisler's timid presence at the concert: 'The composer . . . was present in a box, but gave no sign of his location or no gesture of acknowledgement.' 56 The attention the critic gives the violin sonata ignores the composer's Schoenbergian influences. '[The violin sonata's] way is simpler, more concrete, less introspective [than the string quartet's.]' On his way out of New York, Eisler is reduced to a 'German-born composer [permitted] to go to any country for which he can get a visa'. The careless inaccuracies in Downes's writing reflect a misunderstanding of the politics, both geopolitical and personal, behind the composer's displacement.
Many scholars have found the temptation to construct this journey as anything other than a re-migration too hard to resist. 57 Chronologically, Eisler's sojourn in America does indeed parallel the rise and fall of the era of European fascism, even as it exceeded it by three years. The Eisler literature widely condemns the actual circumstances of his effective expulsion from America, convincingly outlining the witch hunt of which he was a victim. 58 His move eastwards has nonetheless been narrated as signalling a circular endpoint: a return bringing the journey full circle. The context for Eisler's farewell from the United States, however, did not dovetail with that of his arrival. This was not a return occasioned by the fall of fascism, the end of war, and the advent of peacetime in Central Europe. Instead, the very reason why Eisler had to leave America parallels the beginning of a new conflict, namely that of the Cold War. Keeping this in mind, terms such as re-migration and return can be misleading. The push factor of Eisler's second transatlantic migration was far greater than the pull factor of a shattered post-war Europe. The Eislers even struggled to find a place to settle: they reached out to friends and colleagues in France, Germany, and Czechoslovakia, before it was confirmed that they would receive new Austrian passports, but only after their arrival on the Continent in Prague. 59 Further, the Europe for which Eisler departed New York in March 1948 bore little geopolitical, societal, or economic resemblance to the Continent he had left behind in 1937. This point may perhaps be a truism, but it further emphasizes that Eisler's renewed migration was a venture to pastures new, and not a return. The American Music League concert celebrating Eisler's arrival at the New School had hinted at the reasons for his displacement through its programme: along with works by the New School composers Henry Cowell and Aaron Copland, the Jewish Choir Freiheit Gesangverein performed a 'Yiddish Song' by Eisler on their portion of the concert. 60 The 1948 concert paints a portrait of the composer among American colleagues: his supporters' names flank the published programme (see Pl. 2). 61 However, with its chamber suite based on American children's music and selections from the Hollywood Songbook, the concert paints a different portrait of Eisler, one without a trace of the Jewish internationalist who had been heralded in 1938. How fitting that the Reisesonate should be included on that evening's programme, emblematically bidding farewell to America for Eisler and thereby also signalling another migration! Reviews such as Downes's of the farewell concert given in Eisler's honour are not the only documentary evidence available on the composer's American departure. The Eislers left the United States on Pan American World Airways Flight 100/26, landing at Heathrow Airport at noon on 27 March, where they presented visas issued by Age 48, born 7/6/98, Leipzig, Germany; 5 0 5 00 ; 175 lbs. ; heavy build; very prominent stomach; light brown hair on sides and completely bald on top; blue eyes, horn rimmed glasses; prominent nose; Jewish appearance; walks with jerky motion; speaks German, English with accent; married to LOUISE ANNA EISLER, age 40 born 3/6/06, Vienna, Austria; 5 0 2 00 ; 115 lbs. ; hazel eyes; dark brown hair; dark complexion; Hebrew Magyar race.
Once more, mobility comes to the foreground, as the Eislers are called 'fellow travellers', with the 'mail drop' given as 'none known'. The files record that the composer complained bitterly about the treatment he received upon setting foot on British soil, which included a humiliating luggage search. While 'nothing of interest was found', the Customs Officers would no doubt have handled score materials. It is likely that a copy of the Reisesonate would have been among them as shortly afterwards, on 1 August, Eisler posted a copy to Spivakovsky. 67 If the Reisesonate accompanied the first political migration, so, too, did it the second. And just as the Reisesonate sang Eisler's farewell in New York, it sounded his European arrival. Until the composer's death in 1962, European performances of the sonata appear with some regularity, and they do so on either side of the Iron Curtain. For example, on 13 May 1949, the sonata formed part of an ISCM chamber concert in Vienna (Karl Brix, violin, and Friedrich Wildgans, piano), on 10 July 1950 it was performed in a celebratory concert for the 250th anniversary of the German Academy of Sciences in East Berlin, and on 16 March 1960, Alfred Holec› ek and Nora Grumlikova played it in a concert of the Czech Composers' Union in Prague. 68 
MUSICOLOGY AND MOBILITIES
Displacement and migration are a reality of history, and movements and mobilities are intrinsic to the human conditionçand they have always captured the human imagination. The dawn of Europe's literary and written history breaks with an epic journey, Homer's Odyssey, and that of music, too, for the Odyssey was, after all, recited. The point of travel and migration as enriching and empowering can in fact be traced through philosophy. Julia Kristeva argued that migration kick-started Western art, and Martin Heidegger reasoned, 'a boundary is not that at which something stops but . . . that from which something begins its presencing'. 69 The twentieth century has produced ever larger numbers of displaced people and migrants virtually everywhere, and their musics have moved with them. Migrants shape the world we live in today just as mobilities shape our musics.
Employing mobility as a methodology to understand music largely remains the domain of ethnomusicologists and popular music scholars and is only beginning to enter musicological discourses more widely. 70 Considering the centrality of movements across borders and boundaries, whether geographical or social, physical or ideological, literal or metaphorical, for music and for those who perform and perceive it, the continued adherence in music studies to specific, fixed, and allegedly stable musics and places is increasingly out-dated. One of music's fundamental characteristics is precisely that it is in flux. The paradigms and methodological blueprints for mobilities studies are in place. They have been provided by social scientists since the 1990s, mostly in the fields of anthropology, cultural studies, and migration studies. 71 Perhaps musicologists from all fields might join the debate.
Hannah Arendt suggested in 1943 that 'refugees driven from country to country represent the vanguard of their peoples'. 72 Referencing Arendt, we have focused on one migrant, Hanns Eisler, and on one of his own contributions to the 'vanguard of the displaced', his Reisesonate for violin and piano. We posit that the sonata highlights notions of mobility and travel. In so doing, our reading challenges rigid notions of home versus exile. Taking the sonata seriously is tantamount to taking the mobility intrinsic to the work seriously. Mobility and travel create the possibility of a space empowering Eisler, rather than victimizing him as a voiceless refugee in the immobile and timeless place of exile. Similarly, a hearing open to the seemingly contradictory eclecticism of the sonataçtraditional form and dodecaphonic technique, full-scale sonata and brevity of duration, solo virtuosity and dialogic chamber idiomçmaintains it in a space of mobility. Eisler moved easily between places, whether real or virtual, political or social, professional or stylistic. As the Reisesonate testifies, this ease of mobility created hybrid and heterogeneous artistic spaces. Such a reading in effect renders obsolete the construction or narration of strict borders between the places Eisler inhabited and the styles between which he moved. Travel and mobility as spaces of empowerment challenge narratives of Eisler as a composer catapulted from stasis to stasis geographically (from Weimar to exile to the GDR) or aesthetically (from Schoenberg School to agitprop to film music) and suggest instead a model of hybrid, fluid, and heterogeneous mobility.
At the same time as highlighting mobility, the Reisesonate maps neatly Eisler's own creative provenance and artistic convictions. The reference points to the Western art music tradition, specifically that of the semi-public sphere of making chamber music, and the alliance with Schoenberg and the interwar avant-garde render the sonata's cultural pre-history palpable. As the sonata's movementsçit is tempting to take the word literallyçunfold, its starting point remains audible. Bringing into account the political crises that have left traces not only in documents such as Eisler's MI5 file but also in concert reviews of the sonata itself, and taking seriously this seemingly 'harmless' work allows for powerful listening indeed. Paradoxically, while highlighting the mobility Eisler and so many other European intellectuals experienced in the midtwentieth century, the sonata simultaneously emplaces that very mobility as the locale of an active, empowered, and very real journey against the backdrop of political upheaval and human catastrophe. 
